This article deconstructs archetypal maternity which resonates in the recent spectacle of naked charity. It aims to demonstrate how the vision of a sexually tame, domesticated female figure evident in naked charity, is evocative of historical notions that link maternity and female benevolence. This occurs despite a bid by naked charity to be transgressive in a popular postfeminist medium, in which maternity is often reconceptualised as overtly sexual and glamorous. Naked charity here refers to consciousness-raising campaigns. It involves diverse groups of amateur models enacting extraordinary performances, while cast as nude pin-ups in calendars to aid good causes. This style of project typically represents a strategic joke devised to enhance public awareness about, and raise funds for, the cause. The theme is employed as an amusing shock tactic which, at times, results in unprecedented public curiosity, and, in some instances, handsome financial rewards for charity through extraordinary fund-raising success. In a recent innovation that resonates this distinction, albeit in comical form, naked charity arguably highlights an unusual paradox. 3 While it remains both in accord with Christian and secular traditions of altruistic female generosity, in contrary terms, by invoking the female nude as its protagonist, it is curiously antagonistic to it. On the one hand, the nudity in naked charity is utilised as a suggestive act devised to shock, and to attract extraordinary public
, 2015, created in England to raise funds for cancer support; and Game Birds 11 , 2013, produced to raise funds for the Midlands Air Ambulance service in England. These examples resound neoliberal narratives to portray overtly sexualised women on view as apparently desiring subjects. But as Rosalind Gill (2007) has asserted in Gender and the Media, popularised neoliberal, postfeminist trends in mass media, set fashionable standards of pseudoempowered female identity. A recent shift in representation of gender in which logic that predominantly aimed to portray women as passive (docile) objects on view as the object of the male gaze, has been inverted to redirect the emphasis of the look to one where women are depicted as active (self-directive) participants in the narrative. Portrayals of neoliberal subjectivity implies, amongst other things, that femininity comprises a package of essential sexual qualities, and that intimation of revamped codes of looking function where a female subject is on view as a free agent making her own (positive) choices as to how she is viewed.
Gill argues that popular media is known to have a formidable influence on our ideas of female subjectivity when she writes: 'Adverts and women's magazines have been identified as key sites of this form of power in a society increasingly oriented towards the visual media' (Ibid., p. 63 ). The concern is that despite popular postfeminist narratives, there is a need to evaluate and assess symbolism which reinstalls deterministic sexual divisions. It is actually female autonomy and individual identity which is under attack in the postfeminist era.
Angela McRobbie (2009) has argued that the terms 'empowerment' and 'choice' in this ethos are false and misleading. 12 They are absorbed by media and institutions to signal the emergence of an enlightened individual female subject whose discursive presence, on the one hand, provides implicit approval of feminism. On the other hand, it refers to symbolism which, in the end, serves as a restrictive mechanism in which the idea of 'freedom' upholds a liberal economic and the state: '[…] brought forward and claimed by Western governments, as a signal to the rest of the world that this is a key part of what freedom now means.
Freedom is revitalised and brought up-to-date with this faux-feminism' (Ibid., p.1) . A plethora of popular media such as glossy fashion spreads; advertising, cinema or billboards increasingly transmit powerful messages, projected at women and girls, normalising cultural expectations of female identity. The message is that females should perform as simultaneously overtly infantile and glamorous.
The yummy mummy is defined by Littler as ' […] sexually attractive and well groomed, and who knows the importance of spending time on herself' (Ibid., p. 227) . The stereotype is designed to encourage a positive inclination towards the sexually desirable 'hot' mother. 'In other words, it involves the extension of a fashion and beauty complex to the pregnant and postpregnant body' (Ibid., p. 230) . Whereas the celebrated yummy mummy figure appears to represent a modern, confident, cool, and dynamic mode of maternity, at the same time, negative governing regimes underpin the discourse. Her impeccable grooming, her favouring of designer labels, as well as having a keen eye for physical fitness, serve to enmesh the yummy mummy within the constraints of a liberalised politic and economic standard. This stereotype is further governed by principles reinforcing a woman's social positioning as privileged, affluent, and middle class, with individual aspirations towards upward social mobility. This compares favourably to the less privileged model, in which the mother is located in low economic circumstances, and is therefore ascribed a devalued social status. As
Littler has demonstrated, the yummy mummy is infantilised in a realm of 'retreatist fantasy'; sexualised as a desirable subject, while, at the same time, juxtaposed with the demonised 'pram face' or 'chav' abjected model of maternity (Ibid., p. 228) .
In contrast to the confident sexuality ascribed to the yummy mummy, as stated earlier, the main objective of this paper is to elicit repetitive cultural codes evident in significant versions of naked charity which resonate a more homely form of maternity. The concern is that an excess of seemingly innocuous symbolism in popular media like naked charity, rather than merely being 'innocent fun' for good purposes, reiterates loaded messages devised to anchor women as society's biologically determined, virtuous helpers. asserted: 'The claims of women to moral authority and greater social recognition depended on public belief in their special and essential qualities' (Ibid., p. 8). Therefore, a woman's biologically determined characteristics were expected to facilitate an unproblematic transition into the secular world through the act of giving. These ideals were reinforced in art in which powerful imagery reminded women of their place in the social schema. Whereas boys were encouraged to pursue intellectual and outdoor, active worldly pursuits, girls were expected to find significant inspiration for benevolence in themes taken from the Scriptures. Biblical motifs were often used as exemplars of highly acceptable charitable women in the following terms:
Mary Magdalen at Calvary was the model of fidelity; Phoebe of Conchreae, 'a servant of the church' compassion incarnate; Dorcas of Joppe, who made clothes for the poor, synonymous with good works; Rebekah was the personification of industry and piety; Lydia an example of benevolence and self-sacrifice; Priscilla an active Christian; Mary a contemplative one; Esther a patriot; and Ruth a friend. (Prochaska, 1980, p. 16) . (Fig. 7) provides a defining example.
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In this tableau the artist depicts a young woman nourishing a feeble old man with her breast milk. The theme of Roman Charity symbolises an act of altruistic lactation; one of pure filial piety presupposed to encompass feminine devotion of the daughter, usually to the father. 23 It is an allegory in which a young woman, originally in the form of Pero of Classical mythology, offers her full breast to save her dying father Cimon, formerly a powerful Greek statesman. According to Robert Rosemblum, a monument called the 'Temple of Filial Affection was erected on the prison site' to honour Pero as an exemplar of the dedicated, pious, and generous woman (Ibid., p. 47) . As a heroine, Pero is celebrated for engaging in a most profound act of righteous generosity. At the same time, it is evident that the artist articulates a gesture which exudes intense sensual vibrations. While sexual undertones are detected in Roman Charity, the signifiers dilute female sexual significance.
For instance, the original scene is set an a dark, gloomy, forbidding dungeon. Cimon is imagined as an elderly, withered man near death. Pathos and piety are intensified as Cimon's hands are bound behind his back: he is in chains thus rendering him helpless like a child.
Cimon is reduced to the role of dependent 'infant', and, as such, no longer represents a 'manly' threat as he is at the mercy of nature symbolised by Pero. The dedicated, loving daughter, with plump breasts and silky white skin emphasised by the artist, suckles Cimon to deliver to him the sacred neo-natal bodily fluids as his life-giving sustenance. With the breast Sustenance, together with the activity of 'feeding' an oversized teddy bear, provides further stimulus to remind us of the woman's maternity. But as mentioned earlier, the model is infantilised -like a kindergarten child, as a 'daughter'. Therefore it is difficult, even as comedy, not to imagine more sinister, paedophilic and incestuous tendencies informing an erotic narrative, in which an 'infant' orally sustains an 'adult male'. The male's presence made
The breast as metaphor places great significance upon the 'womanly' virtues of philanthropic sustenance. In the history of visual culture these qualities are profoundly associated with the bodies of women by way of fantasised maternity which seriously downplays female eroticism. This is especially evident when the emphasis is placed on the approved-of lactating breast, while simultaneously damping down ideas of female sensuality as signalled by the profane breast. The profane breast is hidden as the locus of immorality and sin, whereas the sacred breast is revealed and elevated to a higher, transcendental realm as the site of love and generosity. The giving breast indicates the site of an altruistic state for women as ascribed through inspirational narratives; those that assume perfect womanhood means devotion and dedication to others. While these paradigms infer diverse cultural values, it has been argued that 'perfected' womanhood indicated by the benevolent mother figure, is not devoid of sensuality although powerful attempts are made to subsume it.
This analysis has attempted to highlight how contemporary naked charity continues and develops cultural themes to resonate iconic secular and religious charitable standards for women. In a twist of convention, however, coy nudity in naked charity is juxtaposed with female benevolence. And although it signals female sexuality within the context of humorous pin-up calendars, female desire and individuality is thwarted in a constrictive maternal matrix.
In a reconfiguration of conventional symbolism, naked charity presents both nudity and charity functioning within the bounds of social acceptance. At the same time, naked charity is located within a popular neoliberal context. While it often presents non-idealised amateur models as its protagonists, they perform a style of exhibitionistic self-expression to imply a kind of liberation. This aesthetic functions in tandem with the gestures of more glamorous, sexually assertive maternity projected, for example, by the yummy mummy figure evident in much popular media. In either instance, though, popular postfeminist restyling of femininity
